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story that will be and ought to be enjoyed by boys. Zero is a 
source of discord between the captain and his wife, and is, there- 
fore, sent away. By force of circumstances he becomes a 
thorough rascal, and his adventures are as numerous and as in- 
teresting as Jack Sheppard's. In the end, however, as Zero 
shows many good traits, Madame Pigault relents, and the dog be- 
ing given a chance, it is sincerely hoped that he will reform. There 
are many clever sketches by Rion and Kauffmann. 

Golden Words for Daily Council, selected and 

arranged by Anna Harris Smith, is issued by the same publishers. 
The selections include a Bible text at the head of each page, 
short passages from the poets and somewhat longer extracts 
from the moralists, showing a very catholic taste, at least as to 
quality. 

Public Opinion is a most valuable weekty compen- 
dium of extracts from journals of all shades of opinions on pol- 
itics, religion, education, science, literature and art. In this age of 
" blanket-sheet " newspapers, containing a grain of wheat to a 
bushel of chaff, it is a privilege to find such an admirably prepared 
digest of representative views on the questions of the day as is 
given in Public Opinion. , 

^ppfltm pnt of fe igns, 

" WINTER EVENING" {COLORED SUPPLE- 
MENT NO. I), BY ANNETTE MORAN. 

In painting this effective snow scene, begin with the 
sky, after having drawn carefully the principal features of the 
landscape, omitting, however, all small details at first. The col- 
ors needed for the upper part of the sky are raw umber, white, 
yellow ochre, a little ivory black and a touch of light red. In the 
red streaks at the horizon use madder lake, white, yellow ochre, 
a little raw umber and a touch of ivory black. Where the blue 
sky is seen, use cobalt, white, a little light cadmium, madder lake 
and a very little ivory black, to give quality. In the warm, golden 
light at the horizon, mix light cadmium with white, adding a lit- 
tle vermilion and a touch of ivory black where needed. The 
distant gray-green trees are painted with permanent blue, yellow 
ochre, madder lake, raw umber and ivory black. The brownish tree 
trunks and bushes, both in foreground and background, are paint- 
ed with the following colors in different proportions, according 
to the tone needed : Bone brown, white, a little ivory black, 
yellow ochre and permanent blue, adding burnt Sienna in the 
shadows and a little madder lake in the lights and cooler tones. 
The snow should be painted at first in a general tone of light, 
delicate gray, and upon this foundation the high lights and darker 
shadows are added, as well as the other details. The colors for 
the local tone of the snow are white, yellow ochre, a little cobalt 
or permanent blue, a very little ivory black and madder lake, 
adding burnt Sienna in the shadows. 

The high lights are put on last, with strong bold touches, and 
should not be blended. A flat bristle brush is used, about half 
or three quarters of an inch wide, and the colors needed are white, 
a little yellow ochre, a touch of vermilion and the least quantity 
of ivory black. For the reddish yellow foliage on the tree and 
bushes use yellow ochre, white, light red and raw umber, with 
deeper accents of burnt Sienna and ivory black. Paint the dog 
with burnt Sienna and raw umber, adding white and yellow ochre 
in the lights. For the straw basket use light cadmium and white 
in the lights, and light red and raw umber in the shadow, quali- 
fying the whole with a very little ivory black and raw umber. 

When painting the foliage and branches against the sky, let the 
adjacent tones be fresh, so that they may be dragged together 
with a soft clean brush, thus avoiding hard outlines. Use plenty of 
paint, and be careful in drawing the branches and other details. 
For the first painting use flat bristle brushes, and for branches and 
small details use flat pointed sables Nos. 6 to 8. This study may 
be enlarged, if desired, to twice the given size with good effect. 



" HEARTS ARE TRUMPS" {COLORED SUPPLE- 
MENT NO. 2), B Y FRANCIS DA Y. 

This graceful study is painted in a simple and direct 
manner, which will make it valuable for students. The charming 
arrangement of color and line will also serve to make a good copy 
available for framing. 

Begin by drawing carefully the outlines of the head and shoul- 
ders with a sharply pointed charcoal on canvas. Dust off the 
superfluous charcoal with a clean rag and go over the outlines 
with a little burnt Sienna and turpentine, using a No. 8 flat point- 
ed sable. Put in the general mass of shadow in the hair with 
the same tone, leaving the canvas bare for the lights. Then paint 
in the background while the underpainting of burnt Sienna and 
turpentine (which is called the " frotte*") is drying. 

The colors needed for this background are raw umber, light 
red, a little permanent blue and yellow ochre, adding a very little 
ivory black in the darker tones behind the hair. 

Next paint the hair, and for this use raw umber, yellow ochre, 
white and a little light red, with a touch of ivory black. In the 
shadows add burnt Sienna and omit light red. The bluish gray 
high lights are painted with white, permanent blue, a little ivory 
black, light red and a little yellow ochre. In the front curls use 
more yellow ochre and light red qualified by a very little ivory 
black. 

The dress should be painted next, leaving the flesh till the last, 
as such delicate tones are very much influenced by the surround- 
ings. The blue drapery is painted with Antwerp blue, white, a 
little light cadmium and madder lake, qualified by a very little 
ivory black. In the shadows use raw umber, madder lake, yel- 
low ochre and a little ivory black. Where the drapery shows the 
flesh through its folds on the neck, paint the flesh first, leaving 
the blue gauze to be dragged over it afterward while both tones 



are fresh. In a later painting, when both are dry, a few touches 
to deepen the accents of shadow and heighten the lights will give 
the desired effect. 

The flesh is painted at first in one general tone made with 
white, yellow ochre, madder lake, vermilion, a little cobalt, raw 
umber and a very little ivory black. Cover the whole surface of 
the cheek and neck with this, and then repaint the cheek and 
ear while the color is still fresh, adding more madder lake and 
vermilion qualified by a little raw umber. In the second paint- 
ing, after having oiled out the canvas, add the soft blue gray half 
tint under the hair, around the shoulders, etc. For this, use co- 
balt, white, yellow ochre, light red, and a very little ivory black. 
In the shadows behind the ear and under the chin use burnt 
Sienna, ivory black, madder lake, a little cobalt and yellow ochre. 
The cards are painted at first in a general tone of blue gray 
shadow, using permanent blue or cobalt, white, yellow ochre, 
light red and raw umber. The figures are put in afterward, be- 
ing merely suggested, as shown in the colored plate. Adda little 
ivory black and madder lake for the darker touches, and for the 
red hearts use madder lake and raw umber, with a little white and 
yellow ochre in the lighter parts. 

Paint the large planes with flat bristle brushes of medium and 
small sizes, and for the small details and careful outlines in fin- 
ishing use flat pointed sables Nos. 5 to 9. 

Be careful not to make the outlines of the flesh hard, against 
the background. In order to avoid this, repaint that portion of 
the background while the flesh tints are still wet, and drag the two 
tones together with a soft flat bristle or flat sable brush. Use tur- 
pentine for the first painting, mixing a little with the colors ; but 
after this use poppy oil for a medium ; Devoe's French poppy 
oil is generally preferred by artists, as it is specially prepared. 
If a dryer is needed, add one drop of Siccatif de Courtray to five 
of oil. 

When the painting is finished and dry, varnish with Soehnee 
Frere's French retouching varnish, to bring out the colors. 



IDEALIIEAD, BY ELLEN WELBY. 

This charming head (given as an extra supplement 
this month) will be most effective painted on a plaque of fine por- 
celain in mineral colors, and framed in a square, flat moulding of 
bronze and old silver, with raised arabesques. Let the back- 
ground of the picture be a warm blue gray, lighter above and 
somewhat darker and warmer below, especially behind the shoul- 
ders and lower part of the face. The girl's hair is light reddish 
gold ; her complexion fair and eyes brown, with delicate pink 
color in cheeks and lips. The dress is a warm, rich shade of pur- 
ple, with a band of gold around the edge where it meets the 
neck ; an inner garment of soft white muslin is seen in front, 
separating the purple cloth from the flesh. On the right shoul- 
der gold buttons hold the sleeve in loops, showing the white flesh 
between. 

Begin by drawing or transferring carefully the outlines of the 
head and shoulders on to the plaque. A finely-pointed hard lead- 
pencil is best for this purpose, and the manner of transferring a 
design has been too often given in The Art Amateur to render a 
repetition of it necessary now. It is better to paint the back- 
ground first. For this, mix sky blue, ivory black and mixing 
yellow, adding a little more black and blue than yellow. Put the 
color on smoothly and dab it evenly over the surface, darkening 
the tone by adding more blue and black at the lower part of the 
plaque. Apiece of soft cotton tied to the end of a stick makes 
an excellent dabber for such a background. Use plenty of oil, 
but not too much. Paint the hair next, and use for this mixing 
yellow toned with a dull red, such as flesh red, and shade with sepia. 
The blue ribbon around the head is painted with sky blue shaded 
with sepia. The flesh is painted with mixing yellow, flesh red and 
sky blue, in equal parts. Mix the colors carefully before applying 
them, and do not let the general tone be too dark. As there is 
very little shadow on the face, it will only be necessary to deepen 
the tint in certain places, such as around the eyes, nose and 
mouth, also under the chin. In the lips add more red. In the 
nostril also and in the ear more red will be needed. In the shad- 
ow under the chin a very little soft gray may be added, especially 
in the half tint connecting the shadow with the cheek. The iris 
of the eye is put in with sepia and the pupil with ivory black. In 
painting the neck, add a little more yellow than for the face. For 
the white drapery leave the china clear for the lights, and shade 
with a soft gray made with ivory black and sky blue. The rich 
purple robe is painted with golden violet, toned with blue in parts 
and shaded with the same color subdued with sepia. For the 
gold band use jonquil yellow shaded with sepia. The olive branch 
extending over the background behind the head should not be 
made conspicuous, but should almost melt into the background, 
though quite different in color from it. Dark blue mixed with 
yellow and shaded with sepia will give the required tone for this. 
It is not necessary to outline the face, etc., with as heavy a line 
as is shown iu the engraving, especially when painting in color. 
If the head is painted in monochrome, it will be better to retain 
the strong outline, as in this case it is more effective. 

An agreeable result may be obtained by amateurs with little 
experience in color, by carying out the whole design in dark red 
or sepia, following the engraving in every particular. 



perched, but only enough to allow about an inch more space all 
around. To do this, the mirror must be an inch larger in size 
than the outline given enclosing the design. 

It will be noticed that in some parts the leaves and berries extend 
beyond the outline which indicates the frame. These sprays are 
carried out beyond the glass and are painted on the frame, which 
should be of old oak, mahogany or red cherry. If this idea is 
well carried out, a charming effect will be produced. 

The following arrangement of color is adapted to any medium 
which may be selected, though these directions refer especially to 
painting in oil : 

If a background is needed, which it always is in painting on can- 
vas, make the sky soft, warm gray, suggesting clouds, with dashes 
of blue shining between ; the blue is darker in the upper part, 
and grows lighter and warmer in quality toward the lower edge 
of the canvas. An entire background of blue sky may be used if 
preferred, painted on the same principle — viz., darker above, and 
lighter and warmer below, or toward the horizon. This effect 
may be noticed in nature any of these clear, bright autumn days. 
The leaves are a medium tone of warm green, some of the 
larger and older leaves being tipped with crimson and light red. 
The stems are reddisli brown, with touches of crimson on the 
thorns. Some of the berries are rich purplish black with blue- 
gray high lights, while others, especially the smaller ones, are 
scarlet and crimson in color. 

The birds are rich iridescent purple blue on the back, wings 
and tail, with touches of warm light blue in parts. The breast is 
grayish yellow, shading into dull reddish orange. The beaks 
are dark reddish orange. A patch of deep crimson is seen be- 
neath the eye, and it will be observed that the breast is shaded 
with touches of soft, warm gray. In the tail also gray is seen al- 
ternating in part with the dark blue feathers. Be careful to fol- 
low the light and shade as indicated in the engraving. 

The oil colors to be used in painting the background, if blue 
sky, are permanent blue or cobalt, white, a very little light cad- 
mium and madder lake, and a very small quantity of ivory black 
to give quality and atmosphere. In the lower part add more 
yellow and white with less blue. 

Paint the green leaves with Antwerp blue, white, a little cad- 
mium, light red and ivory black, adding raw umber and burnt 
Sienna in the shadows, while omitting light red. For the crim- 
son tops use madder lake and raw umber, adding touches of ver- 
milion in the brighter parts. For the more brilliant and light- 
er greens, substitute vermilion for light red. The stems are 
painted with bone brown, raw umber and madder lake, with 
a little white and yellow ochre in the high lights. The thorns 
are painted with raw umber, madder lake and a little touch 
of ivory black. Paint the berries with a general tone of warm, 
dark gray at first, and afterward add the darker touches of 
shadow and also the high lights. For the general tone of 
dark purplish gray use ivory black, a little permanent blue, mad- 
der lake and a little white. In the darker touches of shadow, 
use burnt Sienna, ivory black and a very little permanent blue. 
The high lights are painted with white, a little yellow ochre and 
a very little ivory black. In the red berries use vermilion and 
madder lake, qualified by a little ivory black and sufficient white 
to secure the proper tone. In painting the birds, use for the dark 
iridescent blue feathers, Antwerp blue, white and a little light 
cadmium. The breast in the upper and yellow part is painted 
with white, yellow ochre, and a little light red, qualified by a 
small quantity of ivory black. In the deeper tones, and those 
which are more red than yellow, use madder lake, white, a little 
raw umber and a very little white to give quality. Paint in the 
light blue touches on the wings and .feathers with Antwerp blue, 
white, a little light cadmium and a very little madder lake. 
Paint the claws and beak with raw umber, yellow ochre and a 
little madder lake, adding white where it is necessary. 

When painting in oil on a canvas, mix a little turpentine with 
the colors for the first painting, and after this it is better to use a 
little poppy oil. 

To paint upon a mirror it is only necessary to proceed in the 
same manner as in painting on clear glass. Of course, in such a 
case no background is needed, and the same colors already given 
are used. It is important to remember that no oil should be used 
when painting on glass, either a mirror, plain or ground glass. 
Use large, medium and small, old flat bristle brushes. For draw- 
ing fine lines and small details in finishing, use flat-pointed sables, 
Nos. 6 and 9. A charming effect may be produced by painting 
this design on clear thick glass without any background, to be 
used as a fire screen. 



SHRIKES AND BLACKBERRIES. 
This graceful design, especially adapted to decora- 
tive painting, may be appropriately used for a window screen or 
for a hanging fire screen. It would also be effective painted 
on a mirror of plate-glass. If so used, it would be well to rear- 
range the composition somewhat, so as to allow a larger space 
in the centre for the mirror. This may be done by separating 
the three branches a little. Raise the upper right-hand spray of 
berries and leaves ; draw the branch of blossoms still farther to 
the left, and lower the slender bough upon which the birds are 



SALAD PLATES. 
The two crescent salad plates given on page 10 are 
the first of the series of twelve to be given during the current 
year. Edge each plate and outline the design with gold. Use 
gold also for the crescent in the centre, outlining it with brown 
green. In painting the first design— for the leaves and stems add 
apple green to brown green. The flowers are white with deli- 
cate green lines. If gold is not used, outline the leaves with 
brown green, the flowers with apple green, and for the crescent 
use yellow brown. For the second design— for the leaves and 
stems add brown green to apple green. For the flowers use a 
light yellow. If gold is not used, outline the whole with brown 
green. The white of the china may be used as a background, or 
the set can be tinted either with Chinese yellow or celadon. 



PAINTED SILK CUSHION 
The Rose design for a painted cushion would be 
charming executed on pale sage or stone-colored silk in natural 
colors. The flowers are yellow, the stems reddish and the leaves 
green, shaded with brown. If something more durable is re- 
quired, the ground might be dark red with a yellowish tinge, and 
the color such as would work up, through stems and leaves, to 
yellow, which should be sparingly used in the flowers. 
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PLATE 713 -ROYAL WORCESTER VASE DECORATION. 

The First of a Series. By A. B. Bogart. 

(For directions for treatment, see page 8.) 
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PLATE 714.-DEC0RATI0N FOR A PLATE. Orchids. 

The Second of a Series of Twelve. . By S. J. Knight. 

(For directions for treatment, see page 11.) 




PLATE 775- WOOD CARVING DESIGN FOR PANEL DECORATION. 



By Benn Pitman. 
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DEVOTED TO ART IN THE HOUSEHOLD 




Vol. 20. — No. i. 



NEW YORK, DECEMBER, 1888. 



i With ii-page Supplement, 
including 2 Colored Plates. 




VIEW OF THE DINING-ROOM IN A REMODELLED NEW YORK HOUSE. 

SEE U A MODEL NEW YORK HOME," PAGES 14 AND X5. 



[Copyright, 1888, by Montague Marks.] 




DECORATIVE DESIGN DRAWN BY C. M. JENCKES AFTER SCHULER. 



FOR DIRECTIONS FOR TREATMENT FOR PAINTING ON CANVAS, WOOD OR LOOKING-GLASS, SEE l'AGE 22. 



